Wayne Thiebaud (Tsujimoto 1985, pp. 39, 40) When It was necessary to work through the problem step by step,
THE FIRST YEAR
During the first quarter of the graduate program I tried working with figurative compositions.
In an effort to get away from dependency on direct observation I based these works on drawings and on imagination. The results, however, were forced and artificial. The paintings lacked an authentic quality and a straight forward honesty that I felt were conveyed in work that was based on observation.
Furthermore, a concern with subject matter and story telling was interfering with my ability to concentrate on the formal elements in the paintings. Searching for a remedy I decided to return to direct observation.
A friend agreed to pose which allowed a change from life class poses to a more informal atmosphere. The resulting paintings (Figures 1 and 2 ) were more satisfying than previous work; however, working from a model presented a new set of problems. Aside from the difficulty of finding people to model, there was the hurdle of overcoming the psychological barrier that made it difficult for me to concentrate on formal concerns while painting the figure.
Finally, I had to face the fact that I was having difficulty concentrating on these issues because of a stubborn concern with getting a likeness.
It was a source of considerable concern that by the beginning of spring quarter I still had not found a clear direction. Nevertheless, I had eliminated some approaches that did not work well for me. One day I noticed a disorderly pile of art supplies on a table by the wall in my studio and I thought it might offer possibilities as subject matter. In earlier still life paintings I had placed objects to appear casually or accidentally arranged but there always seemed to me to be a strong sense of premeditation and, therefore, a troubling predictability in the still life groupings. This jumbled pile on the table was genuinely unplanned and the objects were commonplace, unlike the objects usually chosen for still life compositions because they have sentimental associations or are attractive. This new collection of objects would seldom elicit a second glance from anyone and that was precisely why they suited my purposes. There was no hierarchy of psychological importance to deal with, no pressure to get a likeness. The subject matter was too ordinary to be psychologically inhibiting. Now I felt free to take the liberties with form and color I had been reluctant to take when working with the more "important,"
psychologically charged subject matter of the human figure.
Details that might be distracting to the total effect were eliminated and divisions between objects were blurred to create more ease of visual movement within groups of objects. In the completed painting ( Figure 3) the brushwork is looser and less fussy than in previous paintings. This was a break through painting. I felt I was beginning to understand in a way I had not before that painting was not about subject matter. The idea that the formal elements could be manipulated to create a more powerful re-statement of observed objects was becoming clearer to me.
At this point I decided to concentrate on specific visual issues. Color became the first area that I wanted to explore because this seemed like a promising route to breaking new ground. I set myself the problem of finding a way to remain within the bounds of local color and yet explore new hue ranges so that, in terms of color at least, . Black study dulled analogous hues so that constant adjustments in hue, value and intensity had to be made to counter these effects and achieve color integration. Additionally, the ground hue permeated every aspect of the composition, unifying it and, at the same time, forcing the colors of the objects into an unanticipated hue range.
THE THESIS WORK
When the time came to formulate a thesis proposal I felt that I had eliminated the concepts and working methods that did not suit me temperamentally. I had concluded that working from observation was necessary to produce convincing work. Additionally, working from a casual or chance arrangement of objects that had no sentimental attachments, helped me to concentrate on visual issues and allow for accidental or spontaneous developments in the work. I wanted to continue working from still life arrangements since they were easily set up in the studio and would be available for as long as needed.
During the summer I worked on a series of pastels using foundry forms as subject matter. Since these molds were not familiar or easily identifiable objects my initial reaction was to treat them in a representational manner.
Experience had shown that abstraction requires objects familiar to the viewer so they will be identifiable in spite of distortion and reduction. The first drawings were fairly straight forward but as I continued to work I tried to pay more attention to the underlying abstract structure of the composition. I began to let the wash that made up the ground color play a greater role in the drawing. For example, in Industrial molds!..!.. (Figure 7 ) I allowed the blue ground color to show through in several areas. This device helped unify the composition and create a strong atmospheric quality. Also, these areas, which are in a less finished state, serve to remind the viewer that drawing is a process and an interpretation of observed reality rather than merely a clever illusion. In Table and shadow (Figure 11 ) I tried to flatten the forms even more dramatically but, at the same time, I
wanted to let the forms read spatially. I used color and references to western perspective to accomplish this. The table legs are shown in exaggerated perspective while the top is shown frontally and sharply tilted. I used strong rusty oranges and ochres on the table and the tilted floor plane and cool blue-green and dark grey in the upper right corner to make that area recede spatially. I also wanted to try to achieve more textural variation in this painting so I added a pattern of brush strokes on the floor plane to Figure 11 . Table and shadow enliven that area. I felt that this painting was an important step towards clarifying the visual idea of the tension between surface and depth that I had been pursuing. Nevertheless, the tendency towards rendering stubbornly remained.
With Table and shadow another area of interest began to assert itself. The pattern molds had been drastically simplified to achieve strong units of black. It seemed to me that these forms now began to take on a formal, almost ceremonial quality in their stacked, massed combinations, that I found intriguing. The first drawings and paintings in this series had been primarily an exploration of formal issues but I was becoming interested in the psychological role these forms played. The obvious fact that they were purposefully designed, but with a purpose that remained obscure, gave them a hermetic, enigmatic quality. The blue table (Figure 15 ) was the most daring step At last I had broken free of merely rendering subject matter and had found a way of making a statement that was fresh and, at the same time, true to the subject matter.
Working step by step through a series of drawings and paintings of the same subject matter proved to be the means of finding my own vision. Van Gogh wrote of the value of the sequential series:
When I have a model who is quiet and steady and one with whom I am acquainted, then I draw repeatedly till there is one drawing that is different from the rest, which does not look like an ordinary study, but more typical and with more feeling. (Hirschl 1986, p.277) While I had not initially planned to stay with the same subject matter throughout the year, the familiarity gained through repetition proved liberating.
In this series I had, to a large degree, moved away from the concept of chance arrangements as stated in the thesis proposal since, of necessity, the objects had to be placed on the table in an arrangement that suited my purposes as I began to clarify the ideas I was pursuing.
Objects behind the table were usually whatever happened to be hanging or leaning on the back wall of the studio. 
